aBsTRaCT this contribution focuses on Lope's conquest of amsterdam's grand theater in the 40s and 50s of the seventeenth century. Focusing on creative industries, we analyze the producer's side for Lope's "invasion" in the netherlands, and the channels that were developed in order to faciltate the new spanish productions for the amsterdam theater. Focusing on the consumer's side, we measure, both qualitatively and quantitatively, the successes (and some failures) of Lope's plays. in our new data base onstaGe, that gathers information about plays, performances and companies' revenues, we show convincing evidence that Lope was the most popular playwright in those years in amsterdam, even more popular than our local playwrights. the article is completed with an inventory of all of Lope's plays adapted for the amsterdam stage. We hope these new findings may contribute to a more complete picture of Lope's european career.
With plays on stage twice a week, the prestigious Schouwburg, of course, was a splendid opportunity for playwrights, as it generated a great demand for
1. An English introduction to the Amsterdam Schouwburg is Brandt [1993] . Key studies in Dutch are Worp [1920] , Kossmann [1915] , Albach [1977] , SmitsVeldt [1991] .
2. Bibliographical data on all printed Dutch texts prior to 1800 is available in STCN see http:// www.stcn.nl. Some of the works are in Google Books. For academic standards and high quality scans, a broad selection of primary sources is published on the internet site Early European Books Online, see http://eeb.chadwyck.com/home.do.
http://revistes.uab.cat/anuariolopedevega new drama productions. In fact, it required a successful and attractive repertoire to be built up from the first show day on. Some of these plays were taken from the repertoires of the local Chambers of Rhetoric, i.e. the literary societies that had organized most of the city's cultural events so far and eventually merged into the new professional theater. Members of Amsterdam's two Chambers of Rhetoric had been producing plays, on a much smaller scale, in the previous decades. Other productions, especially in the genre of farces, would be newly invented by so many local actors and playwrights. But most characteristic for all creative indus tries of seventeenth century Amsterdam, and for the city theater in particular, was the fact that the new repertoire was connected to Europe. In an ever increas ing flow of new productions, the Schouwburg adopted and adapted theater pro ductions from all different 'national' theater traditions. In fact, the innovation of appropriating international successes for a Dutch audience proved the back bone for the repertoire, as these plays were generally much appreciated by the people.
And, maybe even more importantly to the institute's Directors, they generated relatively high revenues. 3 For, not unlike so many other European theaters, the Amsterdam Grand Theater was developed not only for the city's cultural prestige but also as a financial profit model for charity and social sustenance. So, money was the thing in this cultural enterprise. And, as with all creative industries, one of the safest and most guaranteed ways of being successful in that matter, was to rely on proven foreign hits, such as the plays of the renowned Spanish playwright 
III. THe FrencH connection
One solution to the problem was created from within the circle of actors, in the transfer path as it was developed for the next Spanish play. In 1645, the Schouw burg proudly staged the third Vega comedia in a row. This was the Laura perseguida or in Dutch Vervolgde Laura. Unlike its predecessors, which had been staged in the Chambers of Rhetoric before, the Laura was a brand new production, exclusive ly made for the new theater to enhance its repertoire. In rimed and paired verses of jambic hexameters or alexandrines, so characteristic for Dutch play texts at the time, the Dutch version of the Laura was composed by Adam Karels van Germez. For all its social shortcomings and damage repairs, the transfer method that
Van Germez had applied to bring the Laura perseguida on stage in Amsterdam, proved worth the effort. The Laura, indeed, was a major contribution to the Span ish coloring in the repertoire. In 1645, after staging Kasandra en Karel and Jaloersche studenten (both in February), the Schouwburg presented Vega's third play in March. It was so well received that it remained on stage with no less than 12 per formances during that year. For almost thirty consecutive years, the Laura was alive in the theater repertoire with three to four annual performances.
So, in addition to the adaptations by the diplomat Rodenburgh You will see a play here, that, if I am not mistaken, will please you, all the more be cause the creator has kept an eye on the times of his life, rather than on the ancient rules of theater. To my opinion, when writing drama plays for our own times, it does not make sense to stick to times foregone, now that the eye wants its share of what is on show, just as much as the ear. This play was translated from Spanish by mister Baroces, and composed in Dutch riming verses by me. http://revistes.uab.cat/anuariolopedevega can't rule if you can't feign). In consequence, the paratext focuses on the political theme, rather than giving information about the transfer process. Strongly con demning the recent regicide, the introduction expressed the wish that the scenario of this Machiavellian play had been the true outcome in England's court intrigue, with a King using fraud and feigning insanity in order to unveil betrayal: 'a Span ish Insanity, to which its poet, most correctly, had applied the word Prudent'. 25 So, for its political bias and topicality, the Dutch production of El cuerdo loco, differed considerably from the mainstream Lope transfers at the time.
Unlike previous producers of Spanish plays, the playwright involved, Joris de http://revistes.uab.cat/anuariolopedevega these later plays, however, indicate that after the exciting boom caused by the ac torplaywrights (and Joris de Wijse, whose production even after the political mo mentum was kept in the repertoire for more than a century), most productions by these peripheral playwrights did not reach the popularity, performance frequencies or longevity of those initial Lope plays anymore.
Both in terms of quantity and in quality, therefore, it is fair to conclude that Lope de Vega's successful invasion into the Amsterdam Grand Theater was accom In terms of creating popular hits for the theater, the Dutch playwrights in their own Grand Theater were no match to the Spanish invasion. When the Peace of Westpha len was signed in 1648, and Spain definitively gave up its territorial titles, Lope de Vega could righteously claim to be the true conquistador of the Netherlands.
28. The ONSTAGE data system reveals that in 1655 
